systems which should, in a perfect world, mirror each other.
From Faustian characters to opinionated narrators, degenerate societies, and polyphonic storylines, many critics have explored the thematic and structural similarities between Hermann Hesse's Das Glasperlenspiel (Magister Ludi, 1943) and Thomas Mann's Doktor Faustus (Doctor Faustus, 1947) . Indeed, the authors themselves recognized and commented on the many ways the two novels resemble each other, with Mann going so far as to call his masterpiece a "glass bead game with black beads" in the handwritten dedication of the copy he sent to Hermann Hesse in 1948.
1 While a great deal of scholarship has commented on and sought to understand the numerous parallels between the stories of Josef Knecht and Adrian Leverkühn, Theodore Ziolkowski claims that "the possibilities of comparison have by no means been exhausted by scholarship." 2 This article intends to examine one of these possibilities, focusing on the previously underexplored relationship between music and language presented through musical analogies in these two works of fiction. There are, of course, various ways for music and language to intersect. One often begins by thinking about how music can make a text more meaningful or vice versa.
Studying romantic Lieder, Wagnerian opera, or even modern day pop songs all fall within this broad category. Somewhat less common is the exploration of the ways that authors write about music. This area of study can be divided into roughly three categories. First, there are those passages in works of literature in which an author or one of his characters reflects on music in general or directly describes a listening experience, such as when Serenus Zeitblom shares his detailed impressions of one of Leverkühn's compositions with the reader. 3 Second, some writers and philosophers use analogies or parallels to music to help elucidate enigmatic claims or explain difficult theoretical concepts. 4 Third, there are those exceptional instances when an author expresses the desire to mysteriously create music with words. In these cases, the writer may base the organization of his or her literary work on some well-known musical structure such as the sonata form, a phenomenon which musicologist Siglind Bruhn refers to as transmedialization. 5 Academic scholarship which focuses on the role of music in nineteenth-and twentieth-century German literature has often favored examining the first and third of these connections while neglecting the second. Das Glasperlenspiel and Doktor Faustus are no exceptions to this general trend. 6 By way of partial explanation, it is all too easy to regard an analogy to music within a text as a mere stylistic device, meriting less attention because of its apparent straightforwardness. However, it is precisely these musical comparisons in Mann's and Hesse's masterpieces that offer solutions to a number of unresolved questions and mysteries associated with these two distinguished texts and their roles within literary history.
To fully appreciate the significance of musical analogies in works of fiction, one must first examine the historical relationship between music and language. Poets and philosophers have been contemplating the connection between these two fields for centuries, and a number of contemporary scholars have provided detailed accounts on the subject. Renowned musicologist Carl Dahlhaus points out in his Die Idee der absoluten Musik (The Idea of Absolute Music) that Plato, for example, believed that harmony, rhythm, and words are all required components of music. 7 The occurrence of all three elements together was so essential that music without language was considered deficient. 8 This view continued to predominate throughout the next two thousand years. John Neubauer notes in his book The Emancipation of Music from Language, for instance, that the medieval Christian church considered music without "verbal control" dangerous throughout the Middle Ages, and that secular factions began a similar campaign against the "musical obfuscation of the text" by the end of the sixteenth century. 9 It was not until the late eighteenth century that this notion of music as secondary to language began to change. Coinciding with well-known social, political, and philosophical changes such as the French Revolution and the birth of Kantian philosophy, the end of the eighteenth century also saw a shift in aesthetic theory, described most persuasively by
M.H. Abrams in his
The Mirror and the Lamp. 10 Abrams acknowledges a move away from viewing art simply as an imitation of nature to something that is natural in itself. Moreover, he describes a new emphasis placed on the relationship between the artist and the artwork, rather than the work of art and the world. In other words, art becomes a way of organically expressing the interior, subjective nature of the artist. In the realm of literature, this shift first led to an appraisal of music above other arts by authors themselves because music appeared best to fulfill this new requirement of expressing the inner nature or feelings of the artist. Unlike language, music was deemed fundamentally nonrepresentational in nature and therefore not bound to empirical reality in any direct manner. 11 Naturally, this new appreciation of music caused a shift in the relationship between it and language. As Neubauer notes, "from the Romantic era onward, the relation between music and language reverses itself, all arts aspire . . . to the condition of music." 12 However, Neubauer is not just referring to any music in these passages, but rather to instrumental music of the time, or what in certain contexts is referred to as "absolute music." Although first coined in the second half of the nineteenth century by Richard Wagner, the idea of absolute music-a pure, instrumental music emancipated from language, which allows one to mysteriously speak the unspeakable-began to develop some fifty years earlier with early German romantic writers. 13 Post-Kantian authors such as Friedrich Schlegel or Novalis faced a type of linguistic crisis, in that they felt language was not capable of expressing the hidden or "true" nature of reality, and turned, in part, to contemplating music as a possible solution to this general dilemma.
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Novalis identified the main problem as a general misunderstanding of how language becomes meaningful. Anticipating Ferdinand de Saussure's semiotic theory, Novalis claimed that one must first let go of the idea that words directly represent things in the world. 15 He uses references to music to overcome this common prejudice of the time and to describe his theory of linguistic meaning. His comparisons between the two disciplines occur on a number of different levels, the first being in how their respective materials relate to each other, for example, how musical notes and words are similar. Novalis asks his reader: "Does language not have its soprano and bass and tenor tones? Its beat-its key note-its diverse voices and speeds? Are the different types of styles not different instruments?" 16 Novalis notes a number of common features between music and language in this one small fragment alone. Most important is the claim that language, just like music, can be divided into different voices. He points to the idea that notes and words relate to each other in constellations such as chords or sentences. This attribute, rather than a direct correspondence between words and objects in the empirical world, is what gives both music and language meaning. That is to say, "the primary value of words lies not in their so-called vertical, semanticreferential dimension, but in their horizontal, syntactic combination." 17 Meaning is created through context.
Novalis also focuses on the process of writing and composing. He argues that the procedure for creating a work of literary fiction should not differ from the one used to compose a piece of music. 18 Both the author and composer are constrained by constructs such as rules of grammar or compositional techniques, but both successfully play within these boundaries to create something meaningful. 19 The notion of play is absolutely essential to Novalis's theory of language and is one of the main focal points in Novalis's "Monolog." Here he explains: "proper conversation is merely a word game . . . when someone speaks merely for the sake of speaking, he utters the most splendid, most original truths. But if he wants to speak about something definite, capricious language makes him say the most ridiculous and confused stuff."
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According to Novalis, it is only the unintentional, playful combination of words that creates actual meaning. Although counterintuitive within a linguistic framework, drawing another parallel to music allows one to better comprehend Novalis's message. The key to these claims is musical improvisation. Much as an improvising musician feels compelled or encouraged to play a certain succession of notes without giving the result much rational thought-naturally, within a specific framework such as a musical key-so too should the poet simply let the words flow from his pen when writing. He should let only an impulse to write guide his play with words.
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"Monolog" then describes how this playful, ideal form of writing relates to the empirical world. In a frequently quoted passage, in which the reference to music follows shortly thereafter and can be included in the comparison, the author explains: "If one could only make people understand that it is the same with language as with mathematical formulae. These constitute a world of their own. They play only with themselves, express nothing but their own marvelous nature, and just for this reason they are so expressive-just for this reason the strange play of relations between things is mirrored in them." 22 Language, music, and mathematical formulas are meaningful because they are systems of signs. As previously mentioned, it is the relationship between the signs, for example, musical notes or variables in a formula, which give music and math meaning. In language, it is not the relationship between the signifier and signified which makes language meaningful, but the relationship between the signifiers themselves. Language represents empirical reality indirectly. The system that is language (with rules of grammar) "mirrors" the system of the world (with its natural laws). Similarly, the rules guiding musical creation and the laws governing mathematics build unique systems that "mirror" each other, as well as language and the natural world. They are each autonomous, self-referential systems that reflect each other in basic structure rather than material. 23 For Novalis, all meaning lies in the way that things relate to each other. Finally, Novalis explains what the result of ideal poetry will be. When language can play with its material more like instrumental music does, then it will better be able to reflect the true nature of reality. He goes so far as to announce the coming He forces the reader to relate each of his words to each other rather than objects or ideas in the empirical world by calling attention to their similarities and differences. Furthermore, he puts them in direct relation to "myths" and "hieroglyphs," implying that there is a hidden meaning beyond the obvious empirical connections waiting to be discovered. This brings one back full circle to the idea of the absolute in music and literature. By correctly representing the relationship between objects or ideas in the phenomenal world, one somehow transcends empirical reality. The teacher in Novalis's Lehrlinge zu Sais (The Novices of Sais) explains it best: "He who speaks true, is full of eternal life, his written word seems wondrously akin to the mysteries, for it is a chord taken from the symphony of the universe." 26 In Novalis's utopian vision of the future, writers will compose and make music with words. Guided by an unintentional force that appears to randomly associate words with other words, they will improvise with language, they will express the ineffable, and they will ultimately access a transcendental truth or reality.
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Influenced to varying degrees along the way by more pessimistically inclined thinkers such as Arthur Schopenhauer, who participated in the elevation of music above other art forms while discrediting any possible transformation of language into music or attainment of paradise, or Friedrich Nietzsche, whose early attitude toward music can be described as a sort of romantic optimism combined with Schopenhauerian aesthetics, Hermann Hesse and Thomas Mann clearly participated in this long romantic tradition both directly (in the case of Hesse) and indirectly via the SchopenhauerNietzsche trajectory (in the case of Mann). 28 Both the musical contents as well as the musical structures of Das Glasperlenspiel and Doktor Faustus have been thoroughly explored by academic scholarship and attest to the common heritage of both novels in early German romanticism. And while scholars have certainly commented on the many ways that Novalis's works have influenced Hermann Hesse, they do not place their analyses within a context specific to the young poet's aforementioned theories on language and music, although Mann and Hesse engage with many of these ideas. 29 Specifically, both authors support the idea that music, language, and the phenomenal world should function as autonomous systems of signs that mirror each other. They employ hitherto understudied analogies to music-recall the previously mentioned division of music-language studies in literature into the three broad categories of content, analogy, and structure-to reflect the hidden structures of the societies that they write about. One can view each of these societies, Castalia and early fascist Germany, as independent microcosms of phenomenal reality, i.e., each of them as a version of the self-referential empirical world Novalis references whenever he discusses nature. Now if one were to suppose that Mann and Hesse successfully implemented Novalis's requirements for a truly self-referential language by writing novels thematically and structurally based on musical ideas, where is Novalis's romantic golden age? Why does Hesse participate in this long literary tradition of writing absolute music, but deny doing so at times? 30 Why are connections between Thomas Mann and early
German romanticism sometimes made so tentatively or with qualification in academic scholarship? 31 And if not the authors themselves, then why do their characters not eventually achieve some sort of enlightenment or transcendental truth at the end of the novels? Why do Adrian Leverkühn and Josef Knecht both die without having gained access to the absolute? In other words, what exactly happens to Novalis's utopian vision in the middle of the twentieth century? Of course, the obvious answer is World War II and the Holocaust. While these events undeniably play an essential role in the genesis and content of both novels, merely declaring Hitler and the rise of the Nazi party to blame seems overly simplistic. This is what was going on while Mann and Hesse were writing, but the why or how of the matter remains unclear. In other words, why exactly does the violence of this time period make it impossible to transcend empirical boundaries and access an absolute truth through music in literature? I argue that the answer to this question can be found in the analogies to music-baroque and dodecaphonic music specifically-found in the two novels.
One element that must be brought to the forefront of a discussion on how Hesse and Mann use comparisons to music to comment on social structures is the balance between freedom and limitation inherent to both society and music. Theodor Adorno makes a case for there being various dichotomies at play in the history and evolution of music in his Philosophie der neuen Musik (Philosophy of Modern Music), arguing for a dialectic between the objective and subjective in music, with different time periods and musical styles emphasizing one over the other. 32 For the purposes of this investigation, I would like to frame his far more intricate and substantial theory as a battle between compositional rules or conventions and the creative freedom of artistic genius. That is to say, there exists a conflict when composers try to bring the feeling, passionate, sensual, and transcendental qualities we often associate with music into a prescribed and organized system of rules. 33 It requires no great leap to postulate a similar tension in the structure of society, particularly given Adorno's interests in culture and politics. Governments can be seen as continuously attempting to balance the freedom of the individual with the legal restrictions required for society to function. And just as is the case with music, emphasis is placed either more on individual rights or collective laws throughout the evolution of a particular society. Doktor Faustus offers the reader a prime example of Adorno's dialectical pendulum swinging first in one, then in the other direction. 34 Portraying music history much as the Frankfurt School philosopher himself does, Mann's novel depicts Beethoven as the first classical composer to stretch harmonic limits in order to add subjective meaning to antiquated harmonic conventions. Harmonic boundaries were eventually pushed to the extreme and resulted in the atonal music of the early twentieth century. Leverkühn, however, finds this new music problematic. He explains to Zeitblom, "freedom is of course another word for subjectivity, and some fine day she does not hold out any longer, some time or other she despairs of the possibility of being creative out of herself and seeks shelter and security in the objective. Freedom always inclines to dialectical reversals" (193) . Too much freedom leaves no way to express anything at all. According to Adorno, this completely free, atonal music, "begins to circle aimlessly, imprisoned within itself, released from every element of resistance, upon whose permeation it was solely dependent for its meaning." 35 Hinted at in Novalis's fragments already, Adorno clarifies how music becomes meaningless if there are no rules by which to organize the material. Leverkühn's subsequent turn to dodecaphonic music-highly structured and systematic compositions, which derive almost entirely from a particular row determined before composing actually begins-follows the dialectical pattern Adorno recognized. Arnold Schoenberg's twelve-tone technique (invented by Leverkühn in Mann's fictional work) is the epitome of the objective in music. 36 Furthermore, this "method of composing with twelve tones which are related only with one another" would appear to be at first glance to be the compositional style best suited to accessing Novalis's absolute or transcendental reality given its extremely self-referential nature. 37 It should mirror the relationships between things in the empirical world, or as Thomas Mann puts it himself in Die Entstehung des Doktor Faustus (The Story of a Novel. The Genesis of Doctor Faustus), music is "only foreground and representation, only a paradigm for something more general, only a means to express the situation of art in general, of culture, even of man and the intellect itself in our so critical era."
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The parallels between dodecaphony and the society Leverkühn and Zeitblom were living in have not been overlooked by scholars, although there is some dispute regarding the degree to which serial compositions function as analogies to Germany in the 1920s and 1930s, as well as regarding the relevance of this connection. Nevertheless, most acknowledge that there are indeed correspondences between twelve-tone music and the ill-fated democracy of the Weimar Republic. For instance, just as one tends to think of a democratic society as a group of citizens with individual rights and freedoms-each person existing in the collective, yet simultaneously remaining equal and autonomous-twelve-tone music initially appears to mimic this balance. The frequently occurring dissonances in serial music-which result from allowing each note in the row equal weight, as well as from the contrapuntal compositional technique at the heart of this music-reflect, to use Evelyn Cobley's terms, the "plurality" and simultaneous "singularity" of an ideal democratic society. 39 In other words, just as each citizen in a functioning democracy is both an individual as well as a member of the group, each note in a serial composition can be heard independently of the others even when part of a chord. Whereas tones in the conventional harmonic triads of past music blended together and, according to Adorno, promoted a deceptive unity, modern music's dissonant chords allows one to hear each individual note and is therefore more "rational" and more truthful. 40 In many ways, twelve-tone music's dissonances best represent the relationship between an individual and the rest of society in a model democracy. However, these democratic ideals of individuality and freedom are illusionary in both Leverkühn's music as well as late Weimar society. Citizens of the Weimar Republic were not truly autonomous, just as the notes in Leverkühn's chords are not free. Instead, the row dictates nearly everything in modern twelve-tone music. Dissonant chords are not a result of notes freely choosing to retain their individuality, but are a result of a completely totalizing system in which many compositional decisions are made before composing even begins. 41 In the same way, people in Germany in the first part of the twentieth century were not really free and independent as they may have liked to believe, but were actually being manipulated and controlled by a political party, which would transform the Weimar Republic into the totalitarian system linked to national socialism and Hitler's Third Reich. Evelyn Cobley notices this connection, but simply writes of "associating" dodecaphonic music and fascism. 42 As previously cited, Thomas Mann himself only talks about "expressing" the spirit of a culture. Adorno rejects that artists "imitate" society, while renowned Thomas Mann scholar Hans Rudolf Vaget dismisses any "symbolic equivalent" and writes merely of the climate at the time "anticipating" both the music and fascist society. 43 Despite questioning the strength and significance of the parallels between twelve-tone music and fascist society, what these claims all have in common is the unspoken determination that Adorno's Marxist inclinations and views on music influenced Mann. The comments all presuppose a belief in the substructure informing the superstructure and can be summarized under the following common denominator: one particular consequence of early twentieth-century capitalism in Europe happened to be both fascist politics and twelve-tone music. However, Vaget also points out elsewhere that Adorno's influence on Mann may not have been quite as ubiquitous as often assumed, thus encouraging one to approach the text in fresh ways and place it in within new contexts. 44 So, let us suppose for a moment that a romantic mirroring (of the kind Novalis envisioned 150 years earlier) occurs between the music and the society described in Doktor Faustus. Rather than framing the discussion around terms like the "material conditions of society," "exploitation," and "alienation," and debating whether Mann completely shared Adorno's Marxist beliefs or not, let us simply focus for the moment on an inspired author who writes a story in which the structure of the novel, the type of music being described in it, and the empirical reality the characters find themselves in, all flawlessly reflect each other. The material of the book (language), the material of the music (tones), and the material of society (people) all relate to each other in the same ways. In this context, Mann successfully uses the characteristics of twelve-tone music to portray the deception and illusion inherent to the democracy of the latter years of the Weimar Republic. The false freedom more easily identified in dodecaphonic music echoes the false autonomy of individuals living in this particular society. Both under the guise of independence, an exceptionally objective music and a society increasingly controlled by fascist forces perfectly imitate each other. By mirroring the relationships between elements in enclosed systems, Mann's Doktor Faustus has arguably fulfilled Novalis's requirements for a work of literature capable of transcending empirical boundaries.
Returning briefly to Adorno, the philosopher interestingly points out that people living in an emerging fascist Germany do not actually feel an affinity for the music that mirrors their existence. Although "genuine emotions of the unconscious-of shock, of trauma-are registered without disguise through the medium of music," denial runs deep and citizens of the Weimar Republic are attracted to more conventional forms of music from the past-thus lying to themselves on a second level by avoiding both the empirical as well as emotional truths of their situation. 45 While Adorno's observation is wrapped in a forceful critique of capitalist culture, the general theme of denial not only resonates within Mann's novel, but it echoes the conditions in Hesse's Das Glasperlenspiel even more accurately. Hesse's masterpiece is the fictional biography of Josef Knecht, a man who lived in the Province of Castalia during the twenty-third century. Although this setting takes the protagonist well beyond the borders of the Weimar Republic and the Third Reich, the twenty-fifth-century narrator of the novel frequently remarks on the degenerate nature of German society at this time in history. 46 More interesting than this outright critique of twentieth-century society, however, is the more subtle commentary on the "contemporary" hierarchical Order of Castalia-a society of intellectuals who spend a great deal of time creating glass bead games, and who find themselves especially attracted to musical forms from the seventeenth and eighteenth centuries. As was the case with Mann's novel, examining the music Castalians prefer in more detail also provides deeper insight into the societal structure of the fictitious community. It is much easier and less controversial to track Hesse's literary influences directly back to authors such as Novalis.
47 Indeed, the very essence of Castalia's glass bead game is a kind of "symphilosophieren," which was so admired by early German romantics. 48 Furthermore, evidence of a struggle with the limitations of language can be found in various forms throughout Hesse's works. 49 Just as his nineteenthcentury predecessors turned to writing about music to express what language could not about empirical reality, Hesse uses analogies to baroque music to better articulate the problems associated with Castalia's well-organized order of intellectuals.
On first contact with a representative from the Province who has come to interview him as a potential candidate for acceptance into the order, music immediately gives a young Josef Knecht insight into the mysteries of Castalian society. While listening to the Music Master play a baroque fugue on the piano-an exceedingly rule-driven, organized, compositional technique-the youth sees "the whole cosmos guided, ordered, and interpreted by the spirit of music" (43) . Knecht intuitively recognizes this music as a way of organizing and understanding reality. But music is even more than a lens through which to view the world. Instead, as Knecht already senses during his first encounter, phenomenal reality (and more specifically, Castalian society as a microcosm of this reality) is influenced, directed, and shaped by this organized music. 50 Music actively determines the world around Knecht. 51 It is this highly structured music of the past that acts as a model and mirror for the decidedly hierarchical order of the future. Alluding once again to Adorno's philosophy of modern music and its connection to society, the constant battle between freedom and limitation inherent to music is analogous to the individual's struggles within this social system. 52 Knecht senses the existence of two poles within music early on, but does not feel burdened by this opposition until fully entering a society based on the same organizational principles.
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While the Music Master spends a great deal of time trying to convince Knecht of the freedom one finds within self-imposed limits-explaining how each member of the order eventually "finds his way to the place [in the hierarchy] in which he can serve, and in serving be free" (61-62)-Knecht nevertheless struggles throughout his life to achieve the ideal balance between an individual's personal freedom and his duty to the hierarchy. 54 This particular justification for Castalia's strict hierarchical system, the sacrifice to personal freedom it requires, and its intense focus on the objective in music, closely resembles Leverkühn's comments regarding twelve-tone music. 55 Moreover, just as serial music has been shown to mirror a decadent society steeped in illusion and denial whose citizens have unwittingly begun sacrificing their autonomy to a degenerate political party in Mann's Doktor Faustus, the emphasis on highly organized baroque music and its similar reliance on counterpoint in Das Glasperlenspiel reflects a society with comparable deficiencies and inherent contradictions. Although the order prides itself on having evolved beyond the chaos and destruction of the twentieth century, the members live in their own uniquely unbalanced society-Castalians are an elite people who place an excessive emphasis on rules, they listen to music and incorporate it into glass bead games, but no one actually composes music, the writing of poetry is banned, and most other forms of imaginative production are discouraged. 56 While the glass bead game is a kind of ideal, universal language with the potential to reflect the relationships between objects in empirical reality and various disciplines such as math or music simultaneously-perhaps going beyond what Novalis even imagined in many of his writings-the game creators limit the art and knowledge they incorporate into games, and they completely reject the unintentional, improvisational, inspired force behind creation that Novalis believed allows one to transcend phenomenal boundaries. Castalia's obsession with baroque music, as well as the way they incorporate this music into glass bead games, reflects the society in which Knecht lives-a one-sided, deficient society, which privileges the objective over the subjective, yet does not openly acknowledge doing so. The balance Castalians believe to have achieved in the order is as much an illusion as the supposed autonomy of citizens in Mann's depiction of the late Weimar Republic.
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Neither allows for any kind of early German romantic transcendence or golden age. Knecht can never fully reconcile his desire for more freedom and search for transcendental truth with the illusions and flaws central to Castalian society. After obtaining the highest position possible within the order, he decides to leave Castalia to explore the rest of the world, calling to mind Adorno's dialectic once again because Knecht has always associated life outside the Province with the highest forms of freedom. Knecht gives up glass bead games, takes only his flute with him when departing, and prepares to begin a new life as a personal tutor to a friend's son. Interestingly, despite the tragic end that he meets, drowning in a lake while swimming with his future student, many scholars nevertheless interpret the conclusion of Knecht's story as hopeful and positive, focusing on what the former magister ludi has learned and accomplished during his life rather than on his sudden demise. 58 I, however, find myself leaning toward far less optimistic readings of Knecht's death, especially when considering some of the character's private thoughts toward the end of his life. 59 While meditating on his choice, Knecht in one instance surprisingly thinks to himself, "that the apparent wilfullness of his present action was in reality service and obedience, that he was moving not toward freedom, but toward new, strange, and hitehrto unknown ties; that he was . . . not master, but sacrifice!" (351). In the process of trying to break free of Castalian rules and regulations, Knecht immerses himself in a new, unknown system, but a system with its own inherent limitations nonetheless. The most honest departure from his unfailing obedience to Castalia is, in the end, just another form of submission. He is compelled to leave a world, which relies too heavily on organization, for another, which values freedom too highly-a world in which one is free to become enslaved by a whole new set of rules and desires. 60 Knecht is in essence trading one type of servitude for another.
He cannot escape empirical reality.
Knecht realizes something important about the fundamental nature of phenomenal reality in this late phase of his life. He reflects on his entire Castalian journey and realizes:
Each time he had taken a larger or smaller step on a seemingly straight road-and yet he now stood at the end of this road, by no means at the heart of the universe and the innermost core of the truth. Rather, his present awakening, too, was no more than a brief opening of his eyes, a finding of himself in a new situation, a fitting into new constellations. . . . Thus his path had been a circle or an ellipse or spiral or whatever, but certainly not straight; straight lines evidently belonged only to geometry, not to nature and life. (350) Knecht comes to the conclusion that life is essentially cyclical in nature. After leaving one sphere of existence, a person simply enters into another. Knecht has not successfully attained insight into metaphysical principles. He has not discovered the inner truth of the world.
This leads one to the conclusion that Hesse's novel is even more bleak than Mann's. Hesse at first appears to escape fascist Germany by setting his story in a future dominated by an elite and brilliant order, whose members have fulfilled Novalis's highest aspirations through the creation of the glass bead game. Hesse writes a novel based on musical structures, but nevertheless fails to provide his protagonist with an ultimate epiphany. With this conclusion, he demonstrates that there is no end to the struggle between subject and object, freedom and limitation. Even in the future, one can no longer hope to escape empirical reality or access a transcendental truth. Music, language, and phenomenal reality perfectly mirror each other in Doktor Faustus and Das Glasperlenspiel, but the unbalanced nature of German society transitioning to a totalitarian regime-with illusion and false freedom at its core-makes it impossible to even imagine a second golden age at the time these stories were composed. Hesse and Mann not only write music with words, but they also respond to this early German romantic shortcoming through the musical analogies incorporated into their stories. With this, the two novels conclusively mark the end to Novalis's utopian dreams. 
